shared this need for a sense of place. Like his midwestern counterparts, Hartley constructed a national identity rooted to his native region, redefined the image of this place, and created an art informed by New England's past and its popular, consumer culture. From 1937 to 1943 he reinvented his art and his own artistic identity in response to both personal and cultural crises.
As historians have demonstrated, the turn to region was a widespread phenomenon in 1920S and 1930S American culture. Several recurrent themes marked this movement: a search for an indigenous or essential America, believed to be located in the natural landscape or in folk cultures; a longing for the imagined intimacy and stability of rural communities; and a reverence for the past as an antidote to the chaotic present. This appreciation of place and past emerged as a way of dealing with social and cultural upheavals. Regionalism initially arose in the 1920S as a movement criticizing modernization-urbanization, industrialization, standardization of mass culture. The discovery of region formed the basis for personal and cultural regeneration as writers and intellectuals considered regional culture a model for a new integrated American society. The Great Depression deepened this movement. The unstable economy and attendant social dislocations caused an identity crisis, and a sense of place became key to reconstructing both the individual and national self. Historian Michael C. Steiner has argued that although clearly not a unified movement, regionalism was "part of a desire for security of place amid the disorder and stress of the great depression [that] permeated all levels of American society."3 Folklorists, social scientists, reformers, and architects as well as visual artists of diverse affiliations articulated this need for place.
Like many Americans of the period, Hartley turned to his native region during this economic crisis-a crisis that greatly affected the painter. His Prayer on Park Avenue addresses the suffering and desperation of the depression decade ( fig. 1 ). Yet this sketch of a down-and-out worker is also an image with deep personal meaning. The figure's pose recalls the crucified Christ-a theme common in Hartley's late art and one with which the painter identified. Never able to attract a consistent buying In January 1935 Stieglitz did not pay Hartley's storage bills-a favor he had been doing for years-and Hartley, unable to afford the fee, had to destroy more than one hundred paintings and drawings. That winter, he lived on 6o0 a day and had one decent meal a week, which Stieglitz bought him. 4 The depression was not the only reason for Hartley's monetary woes. In the eyes of many buy-ers and critics, his art lacked a quality that was highly valued and marketable in the 1930s: American-ness. The period's economic problems heightened an isolationist, xenophobic turn inward-a turn that had begun after World War I. As in other aspects of American life, things foreign and things native shaped the visual arts and art-critical discourse. Debates about the "Americanism" of art took center stage. In 1933 art dealer Maynard Walker related this new Americanism to the country's financial problems: "The depression has actually been instrumental in opening the eyes of many American art patrons to the worthwhile art that is being produced in this country. The complexity and ultra-sophistication of the era just preceding the crash led many to seek only the bizarre and the sensational in art. Regionalism and Hartley's art intersected in other ways. Regionalist advocates and artists prescribed a nativist art that celebrated an American heritage, emphasized rural subject matter, and avoided disagreeable themes; they opposed modernism and embraced realism as the American style. Regionalism was isolationist, conservative, and reactionary, both aesthetically and politically. These often-cited generalizations, however, mask the complexity of this art and its relation to depression-era America. Describing regionalism as the idealization of rural life does not account for Wood's satires, Curry's images of tornado-swept Kansas, or Benton's urban scenes. Seeing regionalism as antimodernist is also inaccurate. As art historian Erika Doss has recently shown, Benton wanted to depict the American scene in a modern style and adapted both Cezanne's art and synchro- Economic and cultural changes of the 1930S had forced Hartley to redefine his art and identity. He reinvented his style as regionalist and nationalist and selected subjects that intersected with the longing for a sense of place that characterized 193os American culture. He recognized that the rocky Maine coast, the Katahdin wilderness, and the local folk had popular appeal: they were associated with region, American values and the past, and tourism. Hartley's artistic reconstruction had benefits. It helped him succeed in "selling" his art as regionalist and American. By 1939, critic Irma Whitney was explaining to her readers: "Hartley's
